DANIEL DEFOE AND THE WHIG TRADITION IN SATIRE BY JOSEPH HONE
Daniel Defoe was the most prolific satirist of the early eighteenth century. Among his contemporaries, Defoe was known as "the Author of The True-Born Englishman," the sobriquet under which his individual satires were published in addition to his two volumes of collected writings in 1703 and 1705.
1 Over a period of twenty-five years beginning in 1691, Defoe produced at least nineteen verse satires and an equal number of satirical pamphlets.
2 Until recently, though, Defoe has been mostly discussed by literary scholars as a novelist, and by historians as a topical journalist and government dogsbody. 3 When considered at all, Defoe's satires (particularly his verse satires) have tended to be dismissed as hack work. 4 Although Ashley Marshall usefully outlined Defoe's satirical mentalité ten years ago-his focus on anti-Catholicism, liberty of conscience for Protestant nonconformists, and the Reformation of Manners movement-there has followed no sustained attempt at analyzing Defoe's conception of satire as a mode-its history, what he thought satire could accomplish, and how its practitioners should go about attempting this. 5 My main purpose here is to unpack Defoe's complex and sometimes contradictory thoughts about the history and practice of topical verse satire. My second, related objective is to contextualize Defoe's writings within the forgotten Whig tradition in satire. Despite the surge of interest in Whig literary culture over the past decade or so, scholars such as Abigail Williams have focused almost exclusively on Whig panegyric verse after the Williamite Revolution, when the Whigs found themselves in power. 6 While important and long overdue, the effect of all this recent work on Whig literary culture has been to confirm what many literary critics already suspected-that the "characteristic political poetry of the eighteenth century" fits into two neat categories: "Whig panegyric and Tory satire." 7 That division has gone virtually unchallenged. Marshall once again touched on the topic in her important overview The Practice of Satire in England, . While Marshall concedes that Whig literary culture is an "identifiable phenomenon," she also argues that it is "broadly ideological and does not equate tidily with satiric practice." 8 Given the current state of scholarship, one would be forgiven for thinking that Whig satire simply did not exist. My aim in this essay is not simply to assertcontra Marshall-that Whig satire is a meaningful category, but also to explore the Whig satirical canon from Defoe's perspective. What are the properties of Defovian satire? Do they cohere with or diverge from the Whig tradition? How different are Defoe's satires from those by contemporaries? What can we learn about Defoe's political views from his satires? Only by answering those questions can we begin to understand the importance of satirical verse to Defoe and the novelty of some of his poetical strategies.
I. DEFOE ON "SATYR"
Working out exactly what Defoe considered satirical is tricky. He labels works as satires in a more nebulous fashion than his contemporaries, although a few preliminary inferences may be drawn. Prose works are never categorized as satires and poems are labelled as satires in no consistent way. For instance, although The True-Born Englishman and Jure Divino appear to be exercises in very different genres-witty repartee and ambitious verse essay-both are simply labelled "A Satyr." The Mock Mourners is described as a fusion of disparate genres, "Satyr, By way of Elegy," but neither The Pacificator nor The Spanish Descent is defined as satire-their title pages give only, "A Poem." 9 Did Defoe not consider those poems satirical? That seems unlikely. In a preface added to a later edition of A Hymn to the Pillory, Defoe described it as either "Satyr or Poem, call it which you please." 10 For Defoe, then, "Satyr" meant a mode of poetry first and foremost-and for that reason our focus here is on verse and not prose. Only occasionally does Defoe explicitly ruminate on the purpose of poetic satire. In the preface to his earliest known satire, A New Discovery of an Old Intreague, Defoe stated that "The End of Satyr ought to be, exposing Falshood, in order to Reformation. As all Warrings are Unlawful whose Aim is not Peace; so Satyrs not thus meant, are no more Satyrs but Libells." 11 The distinction was an important and common one: whereas the satirist proceeds with the aim of improving society by exposing vice, the libeler simply attacks with polemical designs. John Dennis elaborated on this in 1720, when he denounced Dryden's Mac Flecknoe (written 1678) and Absalom and Achitophel (1681) as "Libels which have pass'd for Satires" not due to a lack of literary merit, but rather because of Dryden's heavy-handed invective: "They are indeed, if you please, beautiful Libels, but they are every where full of Flattery or Slander, and a just Satire admits of neither." 12 Contrary to those who wrote libels, Defoe's satirical raison d'être was moral reform. Hence in the preface to A New Discovery he writes: "If no Reformation follows, I must do as Providence does, let you alone to your Own Wills, and as I never drew Pen before, so expect no Second Item" (S, 1:37). In the preface to the so-called "ninth edition" of The True-Born Englishman Defoe repeats that "The End of Satyr is Reformation" and that "the Author, tho he doubts the Work of Conversion is at a general Stop, has put his Hand to the Plow" (S, 1:83). The reference is to Luke 9:62, where Christ explains "No one who puts his hand to the plough and looks back is fit for the kingdom of God." Consequently the moral authority of the satirist was crucial. As Defoe explains in the preface to Reformation of Manners, "That no Man is qualified to reprove other Mens Crimes, who allows himself in the Practice of the same, is very readily granted, and is the very Substance and Foundation of the following Satyr: And on that score, the Author has as good a Title to Animadversion as another, since no Man can charge him with any of the Vices he has reprov'd" (S, 1:155). Defoe's emphasis on moral reform was not unusual in the 1690s and 1700s, when Societies for the Reformation of Manners formed in towns across Britain with the explicit aims of suppressing profanity and immorality. These were evangelical societies and, although Archbishop Tillotson encouraged the groups, they largely comprised dissenters and latitudinarians. As Stephen Gregg points out, one of Defoe's classmates from Newington Green preached numerous sermons to those societies. 13 The likelihood of Defoe's being a member during the 1690s is extremely high; certainly, he signed up to the Edinburgh society during his visit of 1707.
14 However, it is also crucial that we remember what historians have taught us-that these were political groups as well as evangelical religious ones. 15 
II. MARVELL AND THE WHIG TRADITION IN SATIRE
Precisely who or what did Defoe mean by "old Marvell's Ghost"? Determining the attributes of Defoe's "Marvell" is not straightforward. The Marvell canon is almost as disputed as the Defoe canon; there are poems we now attribute to Marvell that were not printed in his lifetime and remained unattributed in Defoe's day. 21 Nonetheless, any well-informed writer of Defoe's status would have known that Marvell was a patriotic Protestant, the MP for Hull, a friend of John Milton, and author of anti-court polemics such as An Account of the Growth of Popery and Arbitrary Government (1677), and, of course, satires hostile to the decadence of the Stuart court and the Clarendon ministry. Part of that knowledge would come from widely circulating manuscript copies of verse by Marvell or from poems spuriously attributed to him. 22 Satires such as The Character of Holland (1653), Clarendon's Housewarming (1667), and The Statue in Stocks-Market (1672-74?), still circulated in manuscript in the early eighteenth century. Although divorced from their immediate political contexts, these pieces retained their polemical valence and remained scandalous some three decades after the events they concern. One anonymous poem from the start of the eighteenth century on "M r Andrew Marvells character" admitted that "he might too daringly deride / A Princes Folly or a Prelats Pride," and that "Poetick fury might misguide his Pen."
23 For this anonymous poet, Marvell spoke truth to power, albeit without tact. But for Marvell's enemies and their successors, these poems were straightforward libels on figures of authority-precisely the sort of "Libells" that Defoe castigated in the preface to A New Discovery.
Despite his reputation for libel, Marvell had admirers. Among his earliest disciples were John Freke and John Ayloffe, the first of whom was arrested in 1676 for writing anti-government satires and the second executed in 1685 for his part in the Rye House Plot. 24 In the early days of the Popish Plot, Ayloffe invoked his mentor's spirit to denounce Stuart oppression in a poem called Marvell's Ghost (1679). 25 John Oldham, though a very different satirist to Marvell, likewise echoed many Marvellian conceits in his Popish Plot satires. In the aftermath of the Exclusion Crisis, John Dryden attacked Marvell's posthumous reputation in Religio Laici (1682), drawing an unfavorable comparison between the dead poet and the author of the radical Marprelate tracts in the 1580s. 26 For Dryden, Marvell and his allies were forced to put "Libels and Scurrility to the use of the Good Old Cause" because "(their serious Treatises having been fully answered and refuted) they might compass by railing what they had lost by reasoning; and, when their Cause was sunk in Court and Parliament, they might at least hedge in a stake amongst the Rabble: for to their ignorance all things are Wit which are abusive." 27 In public, Dryden viewed Marvellian satire as little more than populist character assassination, a strategy of last resort for a waning political movement. Privately, though, he must have thought it a real threat. Why else would he mention it?
Alert to Dryden's antipathy toward Marvell Marvell, "Denham," and "Rochester" as a group whose works, as they appeared in miscellanies, were broadly "Marvellian" in the sense defined by Harold Love. 44 He probably did not realise that his "Denham" was Marvell in disguise, nor "Rochester" a sporadic cover for Freke. The presence of Buckhurst (by whom he means Dorset) in the group brought this list up to date, from the Anglo-Dutch Wars to the Whig literary culture of the 1690s. Thirdly, and when read in the broader context of the essay, it emerges that Defoe by-and-large judged those authors to be seditious. Defoe's argument here is that reintroducing state censorship of the press would encourage rather than stop anti-government libels: "I appeal to any Man that remembers the Days of King Charles II. when the License Tyranny Reign'd over the Press, whether that Age did not abound in Lampoons and Satyrs, that Wounded, and at last went far in Ruining the Parties they were pointed at, more than ever has been practis'd since the Liberty of the Press." 45 The only way to prevent a new generation of libelers like Marvell and "Denham" is to force them to publish in the open. A free press makes the satirist accountable for his words. In a later essay addressed to his fellow satirists, Defoe urges them to "go about it like Poets" in a manner "suitable to the Quality of the Persons, and the Dignity of Satire." 46 Defoe perceived a Whig tradition of satire founded in the period between the Restoration and the Williamite Revolution. That Whig tradition was grounded in the anti-court satires of Marvell 47 The earliest traces of both can be found in Monmouth's rebellion in 1685 and the government clampdown that followed. Whereas Defoe escaped the Bloody Assizes without charge, Tutchin was sentenced to seven years in prison, a fine of £100, and an annual whipping at every town in Dorset-a fate, in Tutchin's words, "worse than death." 48 Having evaded his punishment (probably by bribery), Tutchin turned, like Defoe, to poetry. He wrote a fawning panegyric on William III in An Heroick Poem on the Late Expedition of His Majesty to Rescue England (1689). But it was his xenophobic assault on immigrants in The Foreigners which propelled Tutchin to infamy in 1700. This "vile abhor'd pamphlet in very ill verse" occasioned Defoe's The True-Born Englishman as a riposte in addition to poems by other prominent Whigs such as John Dennis. 49 In 1702 Tutchin established his twice-weekly periodical, The Observator, which acted as a platform for his radical views on current affairs. Later that year Defoe caused scandal by publishing The Shortest-Way with the Dissenters at the height of the Occasional Conformity controversy. Tutchin's periodical was the first to report Defoe's authorship of the pamphlet. 50 Following a manhunt, Defoe was charged with seditious libel and sentenced to stand in the pillory in July 1703. 51 Within six months Tutchin's outbursts on the Occasional Conformity debate landed him in similar trouble. On 3 January 1704, Parliament issued a warrant for "the said John Tutchin, for the said Offence, in Breach of the Privilege of this House."
52 Tutchin refused to stand down, forcing the government to issue a reward of £100 (double the £50 prize for information leading to Defoe's arrest) for apprehending the author, who eventually surrendered himself in May. 53 Unlike Defoe, Tutchin escaped charges of seditious libel on a technicality. 54 He returned to journalism and became Defoe's sparring partner in the press until he was murdered in 1707.
Given their shared past, we might reasonably expect points of contact between satires by Defoe and Tutchin. As dissenters, they often have the same targets: papists, Jacobites, Tories. And yet it immediately emerges that they have very different satirical modi operandi. As a rule, Tutchin's satires are aggressive and disgruntled (akin to those by Ayloffe or Freke), whereas Defoe's are usually defensive. 55 Consider, for example, their respective responses to the bungled naval operations of 1702. 56 Here was a perfect chance for Marvellian satire akin to the Advice to a Painter poems, which exposed naval incompetence during the Anglo-Dutch wars. In 1702 the naval commanders George Rooke and James Butler, Duke of Ormond, failed in their attempts to capture the Spanish port of Cadiz. But on their return home they chanced upon the Spanish treasure fleet anchored at Vigo, sank the flotilla, captured much of the silver, and thus secured a victory. 57 Tory panegyrics on the naval duumvirs were fulsome and many. Tutchin seized his chance to ridicule both the navy and the Tory poets with mock-panegyric verse in 58 Although lacking the wit and sophistication of Marvell, Tutchin was nonetheless attempting something similar to the Advice to a Painter series: transforming the language of naval praise into anti-establishment satire. The repeated directive "See" recalls Marvell's instructions across this set of poems for the painter to "draw" or "shew" the scene. 59 Likewise, the bathetic magnification of small details-here the boiling water, the frightened fish-is another hallmark of Marvell's satirical technique. The most Marvellian aspect of Tutchin's satire, though, lies in its purpose. The Advice to a Painter poems had been a dual attack: firstly, on Waller and other royalist poets (including Denham); secondly, on a host of political figures, including the Duke of York, Clarendon, and their advisors. Tutchin likewise aimed at both the Tory poets and Ormond, whose absurd image as the scourge of Poseidon discredits his stature as a naval commander. 60 In purpose, style, and substance, Tutchin's satire is Marvellian.
Defoe's approach to the victory was different. The mixed qualities of Defoe's satire on the occasion, The Spanish Descent, have been acknowledged by his critics. Furbank and Owens describe the poem as a topical satire on Rooke and the Cadiz failure; Paula R. Backscheider, on the other hand, describes it as "a panegyric on the victory at Vigo." 61 
Which is it? Back in 1985 Frank Ellis noted in passing that "only in
The Spanish Descent was Defoe successful in devising an original artistic form for a satire in verse," and yet more recently Novak has discerned traces of "Marvell's poetic style" in the poem, by which he presumably means the anti-naval strain of the Advice to a Painter series. 62 So is the poem Marvellian or "original"? In tone, substance, and poetic technique, The Spanish Descent shares almost nothing with the Last Instructions. Blending topical satire with panegyric, Defoe was doing something entirely different from oppositional writers of the seventeenth century and, among contemporaries, Tutchin.
First and foremost, Defoe's poem is a historical rehearsal of events. This effusive portrait of Anne is filled with images of reciprocity between monarch, people, and Parliament; consider, for example, lines such as "She Great in them, and they as Great in Her" or "With Her, Her represented Subjects join," with its curious arrhythmic repetition of the pronoun. Anne's subjects are "represented"-an allusion to England's parliamentary democracy. Consider too Defoe's astral imagery. Royalist poets such as Abraham Cowley had made extensive use of astral imagery in their panegyrics on the Stuarts. They often depicted the monarch as a comet or rising star (as did Elizabeth's poets) but never invoked other stars-although Marvell discussed the sun-spots that blemished King Charles II, the "Sun of our world," in the Last Instructions. 64 By contrast, those other stars are central to Defoe's praise: "they like Stars that circumfere the Sun." His implied message is that Anne is a part of the polity, neither above nor separate from it. Her political strength is built on that of Parliament and the people, and Parliament's, in turn, is founded on the revolution principles of constitutional rule. There is no mockery in Defoe's panegyric. Consequently, this is a very different sort of poetic response to naval incompetence by Tories. Whereas Tutchin embraced the Whig tradition of the Painter poems, Defoe turned his back on that tradition and instead counterbalanced his satire with praise of revolution principles. In The Dyet of Poland, Defoe likewise reminds his readers how William, "With mild and gentle, but with steady Hand, / He rather led than rul'd th' uneasie Land" (S, 1:348). This is not sarcastic. In The Pacificator, too, Defoe opens not with a salvo against Tories, but with praise of "Victorious NASSAU" (S, 1:65). Defoe's political satires consistently incorporate eulogy of the monarch in addition to passages aimed at their detractors.
The satirical effect of this eulogy goes beyond simply providing readers with a contrasting model of virtue which they should seek to emulate. By praising Anne as a constitutional ruler in The Spanish Descent and elsewhere, Defoe is also striking a blow at the Tory writers who praised her as a hereditary monarch ruling by divine right. 68 On the other hand, by embracing panegyric and rejecting libel, Defoe also distances himself from the Whig tradition in satire. By carving out a middle path, Defoe's intention here is seemingly not the reformation of manners but rather the reformation of poetry. As Defoe saw it, the aim of satire was to instruct. Read alongside his critique of absolutist politics, then, Defoe's eulogy of Anne as a morally steadfast constitutional monarch alerted readers to the supposed falsehoods inherent to Tory panegyric, and might in turn direct poets on all sides toward a new and more balanced model of praise and blame.
IV. JURE DIVINO AS SATIRE
What can Defoe's combination of satire and panegyric tell us about his politics? Much ink has been spilled on Defoe's political identity. He was ever the contrarian, always quarrelling with other dissenters and Whigs. 69 Defoe's political satire is more consistent than his journalism, though still far removed from opinions voiced by the Junto or by rabble-rousers such as Tutchin. Perhaps the most contentious interpretation of Defoe's politics is proposed by Manuel Schonhorn, for whom Defoe was an unreconstructed royalist. 70 Critics have generally been suspicious of Schonhorn's arguments-and rightly so. Yet it is easy to understand how Defoe's comments about the inviolability of monarchs in literature could be interpreted in this manner. Critical opinions of Defoe's politics have almost always been based on his polemical tracts, his journalism, and occasionally on Robinson Crusoe and other novels. Jure Divino has featured prominently in the discussion too, but has seldom been treated as a "satyr" nor discussed alongside Defoe's other satires. As John Richetti observes, "[T]he satire so prominent in the title tends to be ignored or given second place to the illustration of his notions about constitutional and contractual monarchy."
71 Even Marshall-whose account of Defoe-as-satirist is our most thorough-does not deal with Jure Divino as a satire in any serious or sustained way. Refusing to accept Jure Divino as a satire means we miss much of the poem's subtlety. In the final section of this essay, I want to take a fresh look at Jure Divino, resituate it in the context of Defoe's earlier satires, and refine our understanding of Defoe's satiric output.
Jure Divino was years in the making. Although the poem was among his last when published in July 1706, Backscheider suggests that Defoe started composing it soon after finishing The True-Born Englishman in 1701. 72 Certainly, we know that Defoe was working on it while a prisoner in Newgate in 1703 after The Shortest-Way debacle. It is easily Defoe's most ambitious work-novels notwithstanding-and is probably the work by which Defoe hoped to be remembered. Satirical aspects of Jure Divino are easy to spot, as is the broader satirical argument concerning the doctrine of the divine right of kings. At first glance this could appear to violate Defoe's rule that monarchy is above satire. Not so, he writes: "If any are so weak as to suppose this is a Satyr against Kingly Government, and wrote to expose Monarchy; I think I should sufficiently answer so foolish a Piece of Raillery, by saying only, they are mistaken" (S, 2:38). There is considerable overlap with Defoe's other verse satires. Verbally, there are numerous parallels. Consider, for instance, Defoe's assertions in book 2 of Jure Divino that "Title and Right's an empty formal Word" (S, 1:118) and "Rule without Power's an empty senseless Word" (S, 1:119), a formulation that recalls an earlier couplet from An Essay on the Late Storm: "Loyalty's a sensless Phrase, / An empty Nothing which our interest sways" (S, 1:291). Thematically and tonally, too, Defoe repeats himself. When we read Defoe's great verse satire, we must remain aware of those other satires that Defoe composed alongside it.
Yet Jure Divino also contains many complimentary passages. Critics familiar with so-called Augustan satire have not known how to deal with these. To be sure, one might think of Absalom and Achitophel as a blend of satire and panegyric-but that is a polemical work, not a philosophical one akin to Jure Divino. As Howard Weinbrot observes: satirists writing in the classical tradition knew that "poems called satires usually included more blame, and epistles more praise, and that their tone, content, and poetic strategy would vary accordingly." 73 This judgment does not apply to Jure Divino, which is virtually unique in the English satiric canon. Having debunked the hereditary principle and absolute monarchy, the final two books are given over entirely to a eulogy of William III, Anne, and their counsellors. By now this strategy should be familiar. We have already seen how Defoe consistently absorbed eulogy into his poetic arguments in poems such as The Mock Mourners, The Spanish Descent, More Reformation, and The Dyet of Poland-how praise became an integral part of his satirical technique. And yet these sections of Jure Divino have largely been misapprehended by critics. McVeagh, for instance, argues that "it is not so much a development from one mode to another as a juxtaposition. Both satire and panegyric run through the work." 74 For McVeagh, Defoe makes these two genres work in conjunction, but they are still essentially disparate.
Once we take a closer look at those late books, though, it becomes clear that Defoe did not differentiate between "Satyr" and panegyric, nor alternate between genres. Eulogy was part-and-parcel of his satiric technique. Opening book 11, Defoe writes: "SATYR, from Fact, to Consequence descend, / Just Princes and just governments defend" (S, 2:316). Here satire defends legitimate rule by praise. The appeal to "Satyr" at the outset of book 13 is even more overt: . This is honesty, not sycophancy. If, as Defoe argued in A New Discovery, "The End of Satyr ought to be, exposing Falshood, in order to Reformation," then describing a paradigm of monarchy seems the most logical way to conclude a cautionary satire on tyranny. But why choose satire as a vehicle for political theory? One possible answer is practical: Defoe wanted to entice subscribers by capitalizing on his reputation as a satirist, as "the Author of The True-Born Englishman." Perhaps he simply felt comfortable within the formal boundaries of satire, although Jure Divino has no real formal precedent. However, a more convincing answer centers on Defoe's political and confessional agenda. We have seen how important moral reform was for Defoe, and how integral to his satirical designs. Whereas the forms of prose polemic and verse essay as discussed by Backscheider used logical argumentation to persuade readers, satire as Defoe conceived it could reform society and warn against the excesses of oppositional politics. Moreover, by directly addressing the poem to Anne, Defoe hoped to counsel her and her ministers to stay true to the revolution settlement. Defoe realized that the familiar rhetorical technique of laudando praecipere-instructing by praise-could also be deployed in satire. 75 Hence, as a straightforward satire against divine right theorists such as Charles Leslie and (in a previous age) Robert Filmer, Jure Divino has one set of meanings; but as a Defovian "Satyr" of political theory, the poem also projects a distinct vision of British politics founded on Williamite principles of constitutional monarchy, liberty of conscience, and the supposedly rational body politic. If Anne and her ministers saw fit to govern by these principles, and if, like Defoe, her propagandists saw fit to praise them, so much the better.
Our Defoe was prescient to the novelty of his approach: his is "A Path that SATYR never trod before," perhaps an allusion to Milton's pursuit of "Things unattempted yet in prose or rhyme." 76 As Milton transformed the epic, so Defoe wanted to reform satire-particularly the dated Whig tradition of opposition libel-into a genre of royal praise. In an ideal world, he suggested, there would be no vice to expose, only virtue; no tyrants to reform, only godly monarchs.
The purpose of this essay has been to displace the image of "Defoe as successor to Marvell" described by Ellis, Novak, and others. 77 Defoethe-satirist was no Whig of the old school; but neither was he the straightforward royalist described by Schonhorn. To get to the heart of Defoe's politics at the start of the eighteenth century, we need a more nuanced understanding of his verse satires. Defoe perceived a Whig tradition in satire. He rejected that tradition due to its anti-monarchical strain and instead carved out a new role for "Satyr" as a vehicle for royal panegyric rather than personal lampoon and invective. Justified praise of constitutional monarchy could instruct political reform, which Defoe viewed as the primary moral impetus behind writing satires. This new mode of Whig satire could not be further removed from the traditional libels of Marvell and his imitators on the one hand, or from the "gloom" of the Tory satirists on the other. 78 Defoe's satires are optimistic in their vision of British politics and confirm that his outlook as a writer was ineluctably shaped by 1688. His acceptance of Williamite monarchy led him to reject the republican strain of earlier Whig satirical models, such as those provided by Marvell and his followers. Defoe was committed to the revolution settlement, to the constitutional rule of monarchs, and to liberty of conscience for Protestant dissenters-principles broadly aligned with the so-called moderate strain of Whiggery denounced by Tutchin and other unreconstructed commentators. Jure Divino may be the fullest statement of Defoe's political philosophy, but it is also the most complete instance of his satirical project. In Jure Divino, Defoe did not simply blend satire with panegyric; he used praise of constitutional rulers to satirize arguments in favor of passive obedience and, to quote Pope, "the RIGHT DIVINE of Kings to govern wrong." 79 Although a few contemporary authors such as John Dunton were inspired by Defoe's conception of satire as a moral balance sheet, his new mode of Whig satire did not catch on. 80 Reasons for this are unclear, although the ascendance of a Whig ministry in 1705 and the ongoing successes of the War of the Spanish Succession probably encouraged more Whig authors to commit themselves to panegyric than to satire. 81 Defoe never started his planned sequel to Jure Divino and effectively stopped writing verse satires after that poem was published in 1706.
He composed a few satires on the prospect of union with Scotland and returned fleetingly to poetry in 1715, when he attacked the Jacobites in A Hymn to the Mob. But no more followed. As Defoe admitted to his readers in the Review for 29 July 1708: "My Harps are long since hung on the Willows, my Brains have done crowing." 82 Defoe's move away from verse soon after 1706 was probably a professional decision as much as an artistic one. He was kept busy by the Review and his duties to Robert Harley did not include poetry. After the Hanoverian succession Defoe became increasingly experimental and fantastical in his prose. It was not long before he found in the burgeoning form of the novel a radical new vehicle for political expression. 
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